This article is an experimental journey witnessing one moment of my 20-minute performance, where I deconstructed pole dance with the symbol of a cross to analyse intricacies of the female body. I chose to explore one moment as it holds a range of indefinite interpretations. This one moment offers multiplicity, where I introduce my female body as speaking subject and parody the male gaze associated with pole dance. Further, I highlight the meanings I derive from the symbol of the cross and the crucifix coloured by my Catholic upbringing. Additionally, I share an exploration of a feminine imaginary and the fluidity of deconstruction. During my investigations, I question how undisciplining dance relates to my experiences. This writing implements artistic linguistic structures and word usage to sense destabilisation and unexpectedness.
Introduction
Breathing through your vagina is undisciplining dance. When I attended a pole dance class I tried to hang upside down elegantly by holding on to the tiny cylindrical surface of the pole with my hands, arms bent, buttocks high up in the air, legs split, feet pointed, and face red like an overripe tomato, then the instructor cheered, "Breathe through your vagina!" This moment struck me like lightening, I was electrified and confused by the thought and possibility of breathing through my vagina.
In this state of tangled amazement, I dreamed that French philosopher Hélène Cixous (2001) took me emphatically by her hand declaring that woman senses her body as a stranger due to phallocentric and logocentric language. Cixous Dance Research Aotearoa, 5, 2017 continued that woman could rediscover her alienated body by communicating via body and called to "write yourself. Your body must be heard" (p. 630). Although this concept of l'écriture féminine (feminine writing), where the body is the source of inspiration and power, relates to linguistic features, I was eager to explore how this writing yourself could be expressed via movement.
Then, possibly, at first sight, seemingly disjointed, I was invited to a funeral, where somehow, most likely due to my personal beliefs, the symbol of a cross appeared in front of my eyes. This unusual experience kindled the thought that the symbol of a cross might be an ideal tool to deconstruct pole dance with. ( Dempster, 2010, p. 235) Connotations of body, a "primary sociocultural body" (Grosz, 2001, p. 31) or a "dynamic conceptual blueprint" (Cahill, 2003, p. 255) , naturally represent culturally specific visions. Therefore my presented female body, in this instance, barely dressed, in a black bra and hot pants, evokes and presents some-thing, which depends on one's socialisation and the environment they live in. For instance, my female body might represent a critical tool to challenge preconceptions of gender and sexuality. More concretely, my female body can become a "speaking subject" (Carlson, 2004, p. 185) , in this performing moment obtaining a voice of its own and subverting a dominant symbolic order allowing body to threaten a patriarchal culture. (Lawrence, 2010, p. 50) I connect the one moment to pole dance as I perform a slightly altered classical pole dance move, the crucifix (see section crucifixion). Further, I parody the male gaze, where women are sexually objectified (Mulvey, 1975) , which can be considered a side-effect of pole dance (Attwood, 2009 ). The consciously chosen traditional audience setting aims to reflect dynamics of the male gaze, where I was, as the performer, on one side as an acting, moving, presenting, possibly sexualised and objectified entity and the spectator, on the other side, seemingly subjectified, passive, maybe voyeuring, but definitely consuming.
With my curious stare, and by illumination of the audience at this moment, I
intended to bring the observer, and their anonymity, out of the darkness and into a conspicuous mode of gazing. I attempted to defuse the male gaze by confusing the aspect of 'who is watching whom', by stating that "[t]he audience sees me seeing them seeing me" (Colin Poole cited in Edinborough, 2012, p. 264) . In other words, I
could say that the object becomes the subject and vice versa, where the role of opposites might be blurred or even declared as null and void, as we (performer and spectator) become at least both (see feminine feminine). On this note, I question Then, shortly after I had finished my study, Madonna toured in New Zealand, where pole dancers performed on a pole-cross, which evoked responses of offense (Tan, 2016) . This leads me to believe that "art that hits a nerve and confronts inequity is the art that sincerely contributes to change, and censorship cannot hold it back" (Janet McKenzie cited in Cherry, 2007, p. 63) . Where has undisciplined dance the right to be performed? Who dictates its presence?
The British dance company DV8 also intrigued and inspired my implementation of the symbol of a cross in combination with a female body, where, in their piece Strange Fish (1992), a sequence presents a topless female Christ on, around, and with a cross. Similarly, to my work, the symbol of a cross is essential and in the one moment, the readings of the crucifixion become more obvious. Besides challenging gender performativity, I also expected to crucify associations of pole dance. Here I experienced that this dance style would predominantly be for women and it would seek to construct a sexualised, gendered body (Attwood, 2009; Holland, 2010) . As crucifixion signalled aspects of death and transformation, I wondered if the embodied playful death might have contributed to end prejudgments and generalisation of women in relation to pole dance.
death of associations (crucifixion)
Revisiting the thought of gender performativity, dance analyst Janet Adshead-Lansdale (2007) thinks that a representation of a female mimicking the male Jesus on the cross simply represents a male's world with its onedimensionality and power, and only aims to equalise woman with man. Philosopher Luce Irigaray, however, declares that the mimicking of stereotypical signs and Dance Research Aotearoa, 5, 2017 symbols is a process to create multiplicity in the shape of a feminine imaginary, also referred to as feminine feminine (Irigaray, 1985) .
slippery like a wet fish & visible like a footprint (feminine feminine)
The following undisciplined writing aims to verbalise the ineffable feminine That is me hanging on the pole-cross creating an undefinable feminine feminine. She is active, subjective and multiple. She is woman as woman sees her.
She can be awakened through a vigorous individual language, a feminine multiple sexuality, and mimesis of the men's images of women (Irigaray, 1985) . She is often not described as what she really is, but more likely what she is not. There is the need of humans to define and categorise their environment and themselves to identify and orient themselves in this world and sense notions of belonging, structure and meaning. She is not from a patriarchal world, where the art of meaning making is characterised by signs, definitions, binaries, logic and onedimensionality, where I was raised and currently live in, by the way-you too! She is not the inverted penis, where "the womb and vagina were the penis and scrotum turned inside out" (Lorber, 2010, p. 14) . She is not the other (of what anyway?).
She is not the shadow of the superior male. She is not "the second sex" (de Beauvoir, 2009) . She is contradictory but only in a situation of comparison. In the moment, she is multiple, universal and true. She is a speaking subject. She is slippery like a wet fish and visible like a footprint in the sand. She is ineffable. She is connected. She is united. She is provocative. She is unpredictable. She is messing with your head. She is self. She is breathing through her vagina. 'Breathing through your vagina' is undisciplining dance, as she is, as Irigaray (2000) would say, "at least two, man and woman, a two in relation that is not biunivocal" (p. 6).
Becoming at least two: transient, subjective, reflective, conceptual, contextual, unpredictable, I would say. Might undisciplining dance be similar to a feminine have to stop to define and understand, as I realise that deconstruction is a similar process as feminine feminine, which is a practice that cannot and should not be captured in explanations or descriptions, as this would make the essence of deconstruction (according to Jacques Derrida, 1978) meaningless or non-existing, where deconstruction questions language and meaning. Hence, I chose to reflect on the aspect of deconstruction in an artistic format and using another female speaking subject to approximate deconstruction. 
Deconstruction is

The end
Breathing through your vagina might be a way of undisciplining dance. Breathing through your vagina becomes undisciplining dance. Breathing through your vagina is undisciplining dance, an approach to make meaningful, provocative, inspiring art.
It cannot be defined nor described. It can only be lived. You become it as you breathe the present moment. It is unpronounceable, creative, subjective, fleeting.
It is an experimental journey delving into one moment to discover multiplicity, represented by a performing female body, pole dance, the symbol of a cross, a crucifixion, my feminine feminine, and deconstruction. At the beginning and the end it says, "breathe through your vagina-an attempt to catch ineffability", where it leaves you with confusion and confidence. Breathing through your vagina might be a way of undisciplining dance. Breathing through your vagina becomes undisciplining dance. Breathing through your vagina is undisciplining dance.
Breathe through your vagina-an attempt to catch ineffability.
